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introduction
In the set design for the 1954 film Rear	Window, Alfred Hitchcock used neigh-
boring interiors to fabricate a voyeuristic ambiance. In the following essay, 
Steven Jacobs analyzes the film’s spatial relationships and famous visual ten-
sion while reporting on the extensive set design work he uncovered in his search 
to understand Hitchcock’s construction of a fictitious Greenwich Village block 
in New York City. Using it as the site for his film, Hitchcock sought to inten-
sify the close proximity of interior spaces in city life. The film’s action is sym-
bolic, showing and referencing its themes through window frames and camera 
lenses. Hitchcock bridges interior and exterior through framed views where 
the characters, the dynamics of urban dwelling, and the social rules of conduct 
guiding the characters are witnessed through a camera’s eye. Jacobs guides 
us into the details of Hitchcock’s interior space and highlights moments in 
the film that help establish the identity and symbolism of characters. This is 
accomplished primarily by isolating the main character, L. B. Jeffries, a pho-
tographer whose apartment is replete with visually oriented objects such as 
cameras and binoculars. 
Jacobs’s analysis of the set design includes not only the details of 
Jeffries’s apartment but also Hitchcock’s strategy of emphasizing color in each 
apartment that Jeffries (and the camera) will see, as a way to associate occu-
pant with interior. This color code even extends to clothing as a link to individ-
ual apartment interiors. This strategy, coupled with the camera’s introductory 
pan across apartments at the start of the film, helps establish an important 
elevational map of the characters’ apartments. Hitchcock pans the camera 
across the courtyard facades to help familiarize the audience with the location 
of apartments and their occupants. Both Jeffries and the audience are trans-
formed from innocent bystanders to peeping toms.
A level of intimacy with the film viewer is established from the 
window-picture plane of Jeffries’s centrally located apartment. Hitchcock 
subtly reinforces the relationship between film and window by assigning the 
same proportional dimensions of a film screen to the windows in the film set. 



































Architecture of the Gaze: 
Jeffries Apartment and Courtyard
Steven Jacobs
Originally	appeared	in	The Wrong House: The Architecture of Alfred Hitchcock	(Rotterdam,		
The	Netherlands:	010	Publishers,	2007),	278–95.
548 549
arcHItecture of tHe GazeSteVen JacobS
least,	this	is	Jeffries’	interpretation	of	a	series	of	incidents	he	witnessed:	the	









































fig. 7.17: Ground floor.  drawing by david claus  fig. 7.18: Second floor.  drawing by david claus
fig. 7.19: courtyard.  Set Photograph, royal film archive, brussels
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tained	 numerous	 well-considered	 details.	 Since	 about	 a	 dozen	 of	 the	

















































Not	 coincidentally,	 the	 image	 of	 the	window,	which	 serves	 as	 the	
opening	 credits	 of	Rear Window, is	 an	 important	 architectural	motif	 in	







fig. 7.20: Hitchcock and cameraman robert burks in Jeffries’ apartment.  
Set Photograph, royal film archive, brussels















































































cal	metaphor.	Crucial	scenes	in	several	films	(The Pleasure Garden, Downhill, 
Murder,	The 39	Steps,	Stage Fright,	I Confess,	The Man Who Knew Too Much, 
Torn Curtain) occur	in	theater	and	concert	halls.	In	addition,	Hitchcock	fre-
quently	employs	architectural	or	decorative	elements	referring	to	the	the-







of	 fluent	 camera	movements,	dynamic	editing,	 and	 the	extensive	use	of	
point-of-view	shots.13	According	to	John	Belton,	Rear Window plays	self-	
consciously	“with	 the	differences	between	theatrical	and	cinematic	 film	









































for	 instance,	play	an	 important	part	 in	 the	scene	of	 the	quarrel	between	
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introduction
In “Display Engineers,” Aaron Betsky highlights the role of ritual and famil-
iar spaces in the work of Diller + Scofidio (now Diller Scofidio + Renfro). 
Betsky reveals how these themes reveal and augment narrative structures that 
are often invisible. Diller + Scofidio’s practice uses familiar objects from the 
domestic sphere, such as furniture and clothing, to build structures that reveal 
the temporary nature of rituals.
Betsky provides examples from works by Diller + Scofidio where their 
early work sets a foundation for their later. Both stages are performative, 
including exhibitions and installations. Their early performances mimics or 
fits the body, while the later work materializes structures at a larger scale, 
where interiors and architecture take on performance while referring back 
to the body. Diller + Scofidio attain dual capacities for performance applied 
to the body and building. Through familiar conventions of architectural lan-
guage, such as orthographic projection and model-making techniques, the con-
ventions embedded within architectural language are translated into clothing, 
by using ironing to develop new lines in a shirt for Bad Press, for example, or 
in Slow House, transposing the drawing section onto a model that influences a 
house design.
Aligned with the performative aspect of Diller + Scofidio’s oeuvre are 
themes of fetish and display. These themes originate within the interior, and 
are projected outward to expose the undisclosed matters of the private realm. 
Their theoretical projects recall the visibility found in retail display windows. 
Together, fetish and display imply a private interior to which we are privy but 
not allowed to enter. The nature of interiors and their ability to retain privacy 
is the site for their performative assemblages. By revealing the conceptual con-
structs through custom-machined details and graphics, Diller + Scofidio reveal 
invisible structures such as social constructs and the temporary nature of how 
we occupy rooms. The emphasis on custom-machined details especially shows 
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